This paper examines a series of practices circumscribed to verbatim theatre, which uses interviews or other documentary materials, in order to engage the audience in relation to urgent, controversial topics of general or local interest. Although it has just recently entered theatrical usage, verbatim has proved to be a flexible method, open to expressions from the most diverse. We will follow the approaches of some directors or playwrights, as Anna Deveare Smith, Moisés Kaufman, David Hare, Max Stafford-Clark, Richard Norton-Taylor or Alecky Blythe, who are concerned with reflecting the undistorted reality, but at the same time with providing an intense theatrical experience. In this respect, we analyze how the tensions between objective and subjective, between real and fictional, between content and form are negotiated, as well as the impact that these choices have on the artistic product, respectively to what extent the authenticity of the sources remains unaltered when it comes on stage.
in-depth analysis of a problem has become a rarity. Unlike the forms of entertainment like reality TV, the objective of documentary theatre is to try to represent the truth and, in this sense, to open a dialogue, to inform correctly, to denounce the myths and stereotypes and to educate the audience on a relevant, controversial or marginalized topic. The theatre, in general, and especially the documentary one, can be effective as a tool for revealing the mechanisms of power and of the politicization of memory, placing itself in opposition to the ideology and the official media, on which there often exist suspicions of hiding the truth and manipulating. In a world facing enormous skepticism, theatre can provide a (relatively) uncontaminated source of truth.
According to Freddie Rokem, it seems that we can be aware of historical events only when they are revised. We need a discourse to reflect, to approach and, therefore, to perceive the world we live in as history. This is what a theatre play can offer: "an organized repetition of the past", placed in an aesthetic frame 1 . The events are reunited, they are no longer chaotic and they form an entity, a "story", a chain of processes. Bringing on the stage the testimonies of the victims or of the marginalized ones, the writer and the performer become keepers of the memory. At the same time, writing and sharing this experience, often for the first time in a public way, they assume responsibility for this act. "The listener of trauma comes to be a participant and a co-owner of the traumatic event: through his very listening, he comes to partially experience trauma himself." 2 Verbatim 3 is a term used in connection with many formulas of documentary theatre, but it is difficult to formulate a definition that covers all these theatrical practices, which is why practitioners and scholars continue to negotiate it. The term was first used by Derek Paget to describe a working method, used since the 1960s: "firmly predicated upon the taping and subsequent transcription of interviews with 'ordinary' people, done in the context of research into a particular region, subject, area, issue, event, or combination of these things. This primary source is then transformed into a text which is acted, usually by the performers who collected the material in the first place. As often as not, such plays are then fed back into the communities (which have, in a real sense, created them), via performance in those communities." 4 So, verbatim is not a theatre formula, but a technique.
In a book from 2008, Will Hammond and Dan Steward, propose a definition that we consider effective, although it does not clearly explain the distinction between verbatim and documentary: "The term verbatim refers to the origins of the text spoken in the play. The words of real people are recorded or transcribed by a dramatist during an interview or research process, or are appropriated from existing records such as the transcripts of an official enquiry. They are then edited, arranged or recontextualised to form a dramatic presentation, in which actors take on the characters of the real individuals whose words are being used." 5 Wake and Brown make a clear distinction between different modes of practice which are based on documentary sources according to "the distance between the actual person and the writer" and identify the following typologies: autobiographical, community, verbatim, documentary, tribunal and history theatre 6 . According to them, verbatim theatre involves the practitioners directly "interviewing communities about an issue or event that has affected them" 7 , while community theatre is often "made by, with and 4 Paget, Derek, "Verbatim Theatre": Oral History and Documentary Techniques, New Theatre Quarterly, volume III, number 12, november, 1987, Cambridge University Press, p. 318. 5 Hammond, Will, Steward, Dan (eds.), Verbatim Verbatim, London, Oberon Books, 2008, p. 9. 6 Brown, Paul (ed.), Wake, Caroline, Verbatim: staging memory and community, Strawberry Hills, Currency Press, 2010, p. 7. 7 Ibidem. about the community involved" 8 . Documentary theatre involves a process of recontextualizing some reports and primary documents, using only such sources, while verbatim suggests a recontextualization of the material obtained from personal testimony from living subjects, interviews transferred word for word in the text of the performance.
David Hare stated that this formula is the ideal medium to "give a voice to the voiceless" 9 . The nature and the sensitivity of the source material -personal testimony-which will be transferred for public performance raises a number of ethical and theatrical issues, especially the way in which the playwright works with the material, namely the relationship between authenticity, veracity and aestheticization. Considering that in the last years the number of productions claiming "the label" of verbatim theatre has increased considerably, the ethical aspects of the creative process are invoked more and more. For Deirdre Heddon, the term verbatim and the practice it designates imply "the 'authentic' and 'truthful'" 10 . On the one hand, this relationship with the "truth" makes such productions powerful, but on the other hand it is problematic, implying a double responsibility on the part of the practitioners, both to the spectators and to the interviewed subjects. "Verbatim theatre cannot present an objective truth or it would not succeed as art -and it must succeed as art to be effective as theatre. This is the tension at the heart of verbatim plays which so intrigues us as audience members; we want to know what happened but we want it shown in a theatrical engaging way. In this sense, verbatim's unavoidable failure to create the objective 'real' has always been drama's gain, but it is a delicate conversation between two different responsibilities: respecting the source material and crafting a theatrical experience." 11 Carol Martin notes that 8 Ibidem. 9 Hare in Soans, Robin, Talking to Terrorists, London, Oberon Books, 2005, p. 112. 10 Heddon, Deirdre, "To Absent Friends: Ethics in the Field of Auto/Biography" in Haedicke, Susan C., Heddon, Deirdre, Westlake, E. J., Oz, Avraham, Political Performances: Theory and Practice, Amsterdam, New York, Rodopi, 2009, p. 117. 11 Lane, David, Contemporary British Drama, Edinburgh, Edinburgh University Press, 2010, p. 77. documentary theatre gained more and more attention from the audience, especially through the topic presented, than through complexity and aesthetic inventiveness. When the documentary makers connect their aesthetic with the political dimension, Martin says that it is questioned very insistently if, when and how, the creators and the spectators can "definitively determine where reality leaves off and representation begins." 12 As a result, practitioners have to decide how to relate to these tensions and to place themselves in relation to the two extremes: on the one hand, hyper-aestheticised productions that adapt and exploit the documentary material in the interest of the show, on the other hand, highly "ethical" productions, where the dramatic fades in order to preserve the "truth". The same David Lane is skeptical about the options: "verbatim theatre often carries a promise to present the unmediated truth [...] a promise that it cannot hope to achieve" 13 .
On the same topic, the playwright Steven Waters criticizes the promise of authenticity associated with verbatim theatre as being detrimental to the creative process. He claims that: "the playwright's imagination should be chastened, but not defeated, by actuality: in a world flooded with information, its task remains to reveal the facts behind the facts" 14 . But, Duška Radosavljević claims that instead of debating the "authenticity" of verbatim theatre, it would be more necessary to examin the complexity with which the lives of the others are interpreted through the interview, explaining that: "it is irrelevant whether or not the words being used are repeated verbatim, what is much more important is for the theatre artist/interviewer to engage epistemically on a number of levels with what is being related to 12 them both verbally and non-verbally by their interviewee so that they can find an appropriate theatrical translation for it." 15
The origins of documentary theatre can be traced from the beginning of the 20 th century. In the Soviet Union workers' theatre groups -"Blue Blouse"-, there were used in their productions materials taken from the media, along with musical numbers, dance, acrobatics, pantomime, and it became extremely popular in the mid-20s, because it combines the purpose of informing and educating with entertainment. It was also a very effective propaganda tool for the political agenda of the Soviet regime. 16 The tours of these groups in Germany contributed to the fast popularization of these practices, both in Europe and in China, Japan and the United States. In the '30s, Erwin Piscator and Bertolt Brecht, in Germany, Joan Littlewood and Ewan MacColl, in England, incoroprate in their shows methods specific to the theatre of "Blue Blouse", while across the ocean, the Federal Theatre Project produces, under the name of "Living Newspaper", plays that deal with current events, using for this purpose media articles and authentic documents (official reports, statistics, transcripts of trials etc.).
In the '60s, documentary theatre, also called "Theatre of Fact", became popular in the German drama through political plays which examined recent historical events, often using official documents and judicial records. Rolf Hochhuth, with Der Stellvertreter (1963), draws attention to the complicity of the Vatican in the Holocaust; Heinar Kipphardt recreates in Der Sache J. Robert Oppenheimer (1964) the investigation against the scientist accused of betrayal in the United States; and Peter Weiss, in Die Ermittlung (1965), makes a reconstruction of the trials that investigated the crimes in the Auschwitz camp.
During the same period, Peter Cheeseman produced a series of musical documentaries where he captured the economic and cultural decline of some regions in England, as a result of deindustrialization. Together with his team of actors he explored the oral history of these communities and took interviews, which he later edited, turning them into lines and lyrics for the songs. Cheeseman's method, based exclusively on recording, transcribing and editing interviews, was later called verbatim.
In recent years, verbatim theatre has become a major phenomenon and it seems that it is far from consuming its resources. The signal was given in the mid-1990s, mainly through the series of "tribunal plays" produced by the team consisting of director Nicolas Kent and journalist (turned playwright) Richard Norton-Taylor, at Tricycle Theatre in London. The two used exclusively documents from official investigations on which there were suspicions or controversies, staking on the dramatic and emotional intensity of such reconstruction, which, as Peter Weiss states, "places the spectator on an equal footing with the accused or the accuser" 17 .
Unlike his predecessors who use the documentaries only as a source of inspiration, Norton-Taylor keeps strictly the details of the official documents, (including grammar mistakes), respects the chronology of the procedures, operating only a selection and editing, as he mentions in the introductory note of the play Colour of Justice: "the transcripts of the inquiry amount to more than eleven thousand pages, which I have distilled into about a hundred -less than one per cent. Inevitably I have had to make brutal choices about which witnesses and which exchanges to include." 18 Of course, it is not just about condensing the information and about certain strategic choices, but it is also about the rhythm of the transitions from one testimony to another, sometimes even modifying their succession, so that the narrative is logical and coherent, and the truth is not distorted.
The first production was Half the Picture (1994), which points to an official investigation completed without a concrete result, regarding the possible involvement of government officials in an illegal export of weapons to Iraq. Then came: The Colour of Justice (1999) -the investigation of the death of a young black man, which highlights the racism, the incompetence and the lies in public institutions, play considered by The Guardian as being "the most vital piece of theatre on the London stage" 19 ; Justifying War (2003) -analyses of the circumstances of the death of a military expert and the involvement of the government advisers in falsifying documents about weapons of mass destruction of Irak; Bloody Sunday (2005) -targets the large investigation of the repressing of riots in Northern Ireland, where British soldiers killed thirteen protesters; Tactical Questioning (2011) -the case of an Iraqi citizen who died in unclear circumstances while being investigated by the British militaries. "Our 'tribunal plays' for the Tricycle are taken from long-running public inquiries [...] that are treated quite superficially or incompletely in the mainstream media. Twenty-five thousand words have more impact than 250; and they become stronger still when actors are speaking them on a stage before a live audience" 20 .
Documentary theatre returns to US theatrical practice in the early 1990s with one-woman shows by Anna Deavere Smith, particularly Fires in the Mirror (1992), which approaches interethnic confrontations from New York that took place in 1991, and Twilight: Los Angeles, 1992, which focuses on the riots generated by the acquittal of police officers involved in the agression of Rodney King 21 . In both shows, she plays all the characters, 19 Clapp, Susannah, Here is racism in all of its subtle shades, https://www.theguardian.com/uk/1999/jan/17/race.world . 20 Norton-Taylor, Richard, Verbatim theatre lets the truth speak for itself. Retrieved from: https://www.theguardian.com/stage/theatreblog/2011/may/31/verbatim-theatre-truth-bahamousa 21 In 1991, after a pursuit on the roads in LA, Rodney King was intercepted and beaten by police, suffering multiple injuries. Over 20 officers were involved in the event, and the moment was filmed by a witness, the recording being made public. In April 1992, the police in the form of some monologues based exclusively on interviews with numerous participants and commentators from the two cities where the events took place. "I come at this more like a lawyer, who would say that everybody has a right to a fair trial. Or a journalist, or a priest, who would hear the confession" 22 , Smith declares.
Her method involves recording personal stories, carefully observing the nuances and patterns of the language, which will be later integrated into a text-collage, which seeks to preserve as much as possible of the interviewee's personality, feelings and emotions. "I can learn to know who somebody is, not from what they tell me, but from how they tell me" 23 .
Even if she didn't train as a journalist, Smith's interviews show that she has exceptional interviewing skills. "She calls herself an actress who's moving through the world as a journalist." 24 Each interview is unique because it does not use a pre-defined list of questions. When she asks a question, even if it is a difficult one, she does not force anything, she does not try to force someone to say something they would not say. She tries to create a confort zone for people to say what they really want to say, including those minor details that are usually ignored. The process involves interviewing around a topic, generating a narrative of the event as seen by the interviewee, then the recording is analyzed in detail, exploring the different ways of using the vocabulary, the idiosyncrasies of the text, the sound, the rhythm and the timbre of a voice. Smith seeks through questions officers were acquitted, and in the days following the verdict large riots broke out. Ten people were killed by law enforcement and another 44 during interethnic conflicts. Over 2,000 people were injured and 1,000 buildings were destroyed or vandalized in the Los Angeles area. 22 Sherman, Howard (2015, November 17), "Anna Deavere Smith: 'I Want People To Be Driven To Action.'" Interview. Retrieved from: http://www.hesherman.com/2015/11/17/anna-deavere-smith-i-want-people-to-be-driven-toaction/ 23 Smith in Zarrilli, Phillip B., Acting (re)considered: A theoretical and practical guide, Routledge, London, 2002, p. 338. 24 Najera, M., Final Report on Professional Development Activity: "Tectonic Theater Project LA Workshop", Los Angeles, Mark Taper Forum, 2014. to facilitate unconsciously the detachment of interviewers from comfortable or established patterns of oral communication, creating language cracks that can produce more emotionally charged responses. From these elements the character is revealed and the text is generated like a poem. Of the approximately 200 people interviewed for Twilight: Los Angeles, 1992, it is worth mentioning the intervention that gives the title of the work: "We have to interpret more in/ twilight,/ we have to make ourselves/ part of the act,/ we have to interpret,/ we have to project more./ But also the thing itself/ in twilight/ challenges us/ to/ be aware of how we are projecting on the event itself./ We are part of/ producing the event." 25 Smith's texts fit into what Marianne Hirsch calls "postmemory"those traumatic stories that are transmitted not through direct memory, but through haunting postmemories -images, objects, stories, behaviours and affections handed down within the family and culture. 26 It is important, of course, that Smith is involved in this process with a double role -on the one hand, the one who listens, records and structures the material, and on the other hand the performer. Or, more precisely, the mediator of the testimony who creates, in an almost ritualistic way, a deep mimesis from multi-ethnic and multi-vocal structures. To achieve this effect, orality becomes the best strategy for engaging spectators, having the capacity to capture them directly in the narrative, to cancel preconceptions, predetermined "truths" and invite to a process of reflection on their responsibility in the world. "My work is about giving voice to the unheard, and reiterating the voice of the heard in such a way that you question, or re-examine, what is the truth. And we have to be able to tolerate more than one voice." 27 25 Smith, Anna Deavere, Twilight: Los Angeles, 1992. On the road: a search for American character, Anchor Books, New York, 1994, eBook, pp. 158-159. 26 Hirsch, Marianne, The Generation of Postmemory: Writing and Visual Culture After the Holocaust, Columbia University Press, 2012. 27 Smith, apud Proffitt, Steve (1993, July 11). "Anna Deavere Smith : Finding a Voice for the Cacophony That Is Los Angeles.", https://www.latimes.com/archives/la-xpm-1993-07-11-op-12049-story.html.
On the other hand, documentary theatre is, from its origins, on the same side with community theatre in the desire to incorporate in its creative strategies and processes the defense of the oral culture by involving a group that is vulnerable, threatened or traumatized. Such an objective is explicitly formulated by Anna Deavere Smith: "I actually tried to heighten the sense of inclusion for everybody by using the pronouns 'us' and 'we' in relation to everybody. I address the text like a poem. I work on 'us' and 'we' whenever anybody, regardless of race, says them. I don't want to confront the audience or make them feel that it's you and me. My experience of the interviews I included was that there was an 'us' before I left." 28 Smith's plays and shows achieve this sense of inclusion, on the first hand not through narration, but especially through openness to the public, by creating a sense of belonging to the drama of the individual and of the community. At the same time, she does not propose verdicts: "Twilight is a document of what I, as an actress, heard in Los Angeles. In creating a 'social drama', I am not proposing a specific solution to social problems. I turn that over to activists, scholars, legislators, and most importantly, to you, the audience." 29 Talking about the play Fires in the Mirror, David Savran says: "Having interviewed most of the principals (and many others) whose opinions and points of view both dispute the chain of events and illuminate what is at stake, she lets these contestants, in effect, sit down and talk with each other for the first time. By focusing on the deployment of language by each of her subjects -the avowals, evasions and circumlocutions -she holds a mirror up to the persons and the events, foregrounding the powerful, and indeed tragic, emotions produced in all those affected by the double homicide and the relationship between these emotions and the uneasy coexistence of two radically dissimilar cultures on the same streets. Yet, the purpose of this interrogation is not to discover the guilt or innocence of the 28 Smith apud Martin, Carol (ed.), A Sourcebook on Feminist Theatre and Performance: On and Beyond the Stage, Routledge, London, 2002, p. 189. 29 Smith, Anna Deavere, On the making of stage piece Twilight: Los Angeles, 1992. Retrieved from: https://www.repstage.org/documents/TWILIGHT-LA-Audience-Guide.pdf. parties involved. Quite the contrary. Instead, the collision of points of view in Fires in the Mirror constantly broadens the scope of the inquiry, demonstrating that one cannot hope to understand the tragedy without knowing the complex and intractable histories of racism, anti-Semitism and economic deprivation." 30 Another important chapter in American documentary theatre is The Laramie Project (2000), a collective work of Tectonic Theatre Project from New York, coordinated by Moisés Kaufman. On October 7, 1998, a young gay man was found tied to a fence on the outside of Laramie, after being beaten and tortured savagely. Matthew Shepard died six days later at the hospital due to serious injuries, then intense mediation turning him into a national symbol of intolerance. Kaufman and the actors from Tectonic Theatre Project investigated this case, realizing over 200 interviews with the citizens of Laramie, from which they wrote a chronicle of the city life after the crime. Since its opening night, The Laramie Project became one of the most played shows in America.
Before this project, Kaufman experienced the verbatim method to create Gross Indecency: The Three Trials of Oscar Wilde (1997), which puts on stage, using the archives from the court, excerpts from newspapers and fragments from books by and about Wilde, the three trials that ultimately led to his conviction for indecency. The play reveals topics such as homophobia in the legal and social fields, abuses of justice, the roles of the artist and of the historian in the devolution and critique of social injustices, but it also dramatizes how his own behavior, provocative and arrogant, has contributed to his marginalization. The actors, whom he calls "narrators", play multiple roles and they are central negotiators in the complex debate on sexuality, aesthetics and authority.
For The Laramie Project, Kaufman tried to involve the actors much more in exploring the topic, even though the interview method was something new for most of the team members. After making the interviews, the ensemble attended for three weeks a workshop, where the main activities were: transcribing the audio recordings, selecting what they considered to be most relevant and presenting these excerpts to the other members in order to get feedback and further develop the material. This presentation is not just a reading, but it involves the use of acting techniques, the use of costumes and props. 31 For a year, the ensemble made other five visits to Laramie, to "know more, listen more intently, [and] follow these people over time" 32 . After each visit, the actors participated in workshops aimed to develop every selected fragment, outlining the characters and the dramatic situations -a process called by Kaufman "Moment Work". Therefore, the devising process involves identifying, choosing, analyzing and structuring the documentary material in moments, the moment being a sequence, a subunit of the script, clearly delimited, which later, by juxtaposition with other sequences, will generate a coherent and dramatic work. Moments have variable lengths, they "can be as simple as a single gesture or breath or as complex as an entire scene" 33 and they may include text, movement, lighting and costumes. In the working phase, the moment is performed by the actor in front of the ensemble in order to be explored and developed. In Kaufman's view, all the elements of the dramatic structure must be considered equal, in contrast to the traditional practice of being text-centered. He associates his approach with a "horizontal theatre", which aims "to collaboratively write performance rather than to write text" 34 , as opposed to the vertical theatre "where text serves as the foundation upon which all other elements are added 31 Idem, p. 55. in order to illuminate the meaning of the dominant word" 35 . For Kaufman, the form and the content are in a relationship of mutual dependence, they form a binomial that underlies theatrical investigation and experimentation.
The use of this method in the development of the project generated a feeling of responsibility for the community in Laramie. "[They] had become personally invested in the people they had interviewed" 36 , so that during the devising process they started to passionately advocate for them and their stories. Kaufman alluded to the creative influence that the actors had on the stories included in the show, mentioning that in some situations the questions they asked the subjects "didn't encourage fruitful discussions" 37 , which is why the team changed its approach to generate what they considered to be more engaging narratives, more dramatically intense ones. So that it can be deduced that in the process of devising, especially in the context of the interview, a mutual creative space is created between the community and the artistic team.
In The Laramie Project, the actors are co-authors in a double qualityboth as performers and as interlocutors -so that the central structure of the play is the result of a meta-theatrical process, with three dimensions: collecting the testimonies, writing the text and playing the text. It is not a new or unique formula in the documentary theatre, but the success and the influence of Laramie project transformed it into a predominant aesthetic when the work is built from interviews.
In Great Britain, the director Max Stafford-Clark, together with the companies Joint Stock and Out of Joint, has been using devising methods and extensive researches involving the team of actors since the 1970s. From his impressive biography we will note two productions, which approach the topic of this paper, both made in collaboration with playwrights: The Permanent Way (2003), with David Hare, and Talking to Terrorists (2005), 35 Idem, p. 53. 36 Kaufman, Moisés, Into the West, op.cit., p.18. 37 Kaufman, Moisés, Anatomy of an Experiment, American Theatre, July/August 2010, p. 27.
with Robin Soans. As we will see, the methods are similar to those used by Moses Kaufman.
In The Permanent Way, the privatization of the British railways is under discussion, a process that has been going on for over ten years and which has proved to be a failure with tragic consequences, after the numerous railway accidents that resulted in hundreds of victims. The text is made from interviews with the survivors, railway workers, investigators, engineers, but there are also the voices of those who took advantage of this change, bankers, politicians, businessmen. The play is an acid criticism of the corruption and the incompetence in politics, of the gigantic bureaucracy behind this privatization, but also a testimony of the collapse of a twocentury-old myth that was the base of the modern British state. Talking to Terrorists (2005) required more than a year of researches, from which resulted the 29 interviews used to write the play, with subjects having a certain connection with the phenomenon of terrorism: current or former members of paramilitary groups, victims, politicians, military experts and conflict mediators.
For Talking to Terrorists, the interviews were realized by actors, each of them meeting with the subjects in the presence of the playwright and basing the interviews on the questions prepared by him and the director, the actor having the freedom to question other aspects that he/she considered necessary. It should be noted that, in most cases, the interviews were not recorded, but the statements were written. At the end of this research period, the structure of the play was established and the 29 roles were cast, each of the eight actors receiving at least three. Then followed the writing phase (ten weeks), when the playwright wrote a first draft of the text starting from the recordings and the notes made by each member of the team.
In The Permanent Way, the actors, in teams of two, sometimes accompanied by a director or a playwright, made the interviews, then they had common rehearsals where everybody interpreted the "characters" they had met and sought to bring not only the words, but also their personality on the stage. The interviews, lasting at least one hour each, were condensed by successive improvisations, on the basis of which the playwright started writing the working text, which was a condensation of these improvisations as well.
During rehearsals, the basic exercise indicated that the actors recreated the responses, using the information obtained during the interviews, the director's requirement being "to render as accurate a recreation as possible" 38 . In the mean time, the playwright was "constantly adapting, adding and subtracting". So the exercise is very much based on the actors' memory and attention, but the reproduction of the original is not itself a purpose, as Stafford-Clark himself says: "it makes you dependent on the actors' imagination" and "the script would be filtered through their memory in a rather curious way". Also, in some cases the "original" was considered devoid of "theatrical viability" and the role was built in another direction. As the actors confess, for shaping the characters, in addition to the information provided by the interviews, direct observation, empathy with the real "characters" and other aspects of their life obtained through informal discussions were very important. So that it can be said that the text and also the characters are the result of selections and choices, of a negotiation between accuracy and theatricality. "About 70% of the script stayed as it was at the beginning of rehearsals, and 30% was added or changed depending upon what we had discovered and the conversations we'd had". The final purpose is not an imitation, an exact copy of the original, which is practically impossible, but a "filtering", as accurate as possible. Indeed, the director clearly states this: "I make no claim to the absolute authenticity of it, but it is true to the spirit of it."
The war in Iraq is one of the major topics in the theatre of the beginning of the 21 st century, especially in the documentary one. (2006) . Although the author considers them complementary, the two texts differ substantially in form: while The Vertical Hour follows the impact of the war in Iraq from a rather personal perspective, in Stuff Happens he uses the devices of documentary theatre. However, in the note that prefaces the play, the author says that it is a "history play" and justifies his dramatic strategy: "The events within it have been authenticated from multiple sources, both private and public. What happened happened. Nothing in the narrative is knowingly untrue. Scenes of direct address quote people verbatim. When the doors close on the world's leaders and on their entourages, then I have used my imagination. This is surely a play, not a documentary and driven, I hope, by its themes as much as by its story and characters." 39 Hare investigates chronologically the diplomatic and political process that led to the Iraq war, starting from the origins of this conflict (the terrorist attack of September 11, 2001), followed by public or backroom political actions of the Bush administration in justifying the campaign against the "Axis of Evil", completed with the invasion in March 2003. Stuff Happens "offers a fairly adequate portrayal of how the general public perceived the historical situation leading to the war in Iraq, and how inseparable the state of war is from state propaganda." 40 To achieve this wide and complex dramatic structure, the author appeals to verbatim method, using the most diverse sources -speeches, press conferences, television shows, public debates, transcripts -to which are added imagined reconstructions of private meetings between politicians. The use of such a collage aims to create an effect of familiarity for the spectators, but also to build an alternative history of events, to engage in a political debate and to involve the spectators in it.
The mixture of real and fictional makes difficult, even impossible, to distinguish between what has been said and in what context and what is the result of the author's imagination. This blurred boundary between reality and fiction provoked many critics from the commentators of the documentary theatre, to which Hare responded sharply: "We had to change a certain amount that people had said. The area that a playwright operates in is always the difference between what people say and what they mean. So some of the speeches are direct reportage, if I felt the direct reportage was very powerful. Others are speeches that effectively I have written but which I feel represent what the person wanted to say, and by and large people have been pleased to say. The illusion is that I'm not present, but it's an illusion. I work like an artist, not like a journalist." 41 Even if he uses the verbatim method, the playwright doesn't write a verbatim play. In other words, transcripts, interviews, public speeches are tools, and his purpose is to experience with form in order to create something unique: "The dialogue of real people is recorded and subsequently organized by a dramatist to make a play. The process is akin to sculpture. You find the drift-wood on the beach, but you carve the wood and paint it to make it art". 42 In Stuff Happens, Hare builds three types of characters. First of all, there are politicians, respectively heads of states, their advisers, government officials, diplomats, senior officers, who are the main characters through which the author presents the sequence of events. Their part is built by interpolating real discourses and dialogues with imagined ones, which gives them a double scenic identity. Secondly, there are narrator-actors, who have a role similar to the chorus in the ancient Greek theatre, who outline the 41 context of events, provide information about the main characters, facilitate the dynamic transition, in time and space, from one scene to another. They are, as Mary Luckhurst says, "voices of conscience" 43 . Moreover, these characters -meta-narrators -are placed in the middle, between politicians and the audience, they invert in certain scenes and offer additional details or a point of view that brings more understanding to the problem discussed. For example, an actor mentions: "by the end of 2001, the US will have spent $6.46 billion on bombing of Afghanistan" 44 or in another scene, Colin Powell is described as "a serving soldier, schooled in obedience" 45 . Finally, the last category includes the five fictional characters, without names, defined by their social status: the angry journalist, the labour party politician, a Palestinian academic, a Briton in New York and an Iraqi exile. These characters have the role of creating balance in the play, providing points of view from many angles and, implicitly, allowing the spectator to formulate his/her own opinion from the discourse of the real political characters. Even if the "actors" and the five fictional characters have individual appearances, as a whole, their voices become a chorus of commentators from outside, who call, in a Brechtian manner, for a direct interaction with the audience.
All the "real" characters (politicians) are presented as "the actors […] the men and women who will play parts in the opening drama of the new century" 46 . Today, David Hare tells us, the world of politics and diplomacy is a theatre scene, and those who play are politician-actors. Reality becomes theatre and the theatre becomes reality. The real and the imaginary are mixed and everything can be questioned or reinterpreted.
In Stuff Happens, unlike most verbatim plays, including The Permanent Way, the parts taken from public documents, interviews or speeches are not used to represent marginalized people, minorities or victims. On the contrary: the material that Hare used was initially designed to reach a wider audience; it was prepared and rehearsed to support with authority the position of those who articulated it. The interviews used were not made for the purpose of producing a theatre text, as opposed to the current practice of the last years or the way of working on verbatim plays from decades 6 and 7. For this reason, Derek Paget calls it cvasi-verbatim 47 . What these plays have in common, however, is the emphasis on representing alternative narratives and stories. This focus, in particular, is a feature of verbatim theatre, says Mary Luckhurst. 48 The complexity of the play makes it difficult to classify. We could call it a historical play or a political drama written as verbatim documentary, but we also find in its construction elements of Shakespearean tragedy, metatheatre, epic theatre, courtroom drama or docu-drama. It should also be noted that, like Pinter, David Hare pays special attention to language, to the detriment of the action. He gives more power to the word, using dialogical speech in order to seek the truth. A truth that comes out at the junction of characters' different points of view and that involves conflict and contradictions.
Unlike David Hare and Max Stafford-Clark's working method, which involves negotiating with the original material and with the verbatim technique, Alecky Blythe and the company Recorded Delivery from London follow to be as accurate as possible in reproducing the sources. Inspired by Anna Deavere Smith, who uses audio recordings all the time during the rehearsals, in order to capture as much as possible of the interviewee's personality, Blythe developed a new method, "headphone verbatim", through which not only the content of the testimonies is brought on stage, but also the 47 Paget, Derek, "'The Broken Tradition' of Documentary Theatre and its Continued Powers of Endurance", in Forsyth, Alison, Megson, Chris (ed.), Get Real. Documentary Theatre Past and Present, Palgrave Macmillan, Hampshire, 2009, p. 230. 48 Luckhurst, Mary, Holdsworth, Nadine (eds.), op. cit., p.216. tone, the accent, the particular inflections of the voice, the tempo or the hesitations of the subjects. Interviews are no longer transcribed to generate text, but they are edited directly in audio format. The actors wear headphones throughout the performance and are guided by these records to reproduce as accurately as possible the testimony of the person they represent. It is also a form of Brechtian distance, because it does not focus on identifying with the character, but on delivering a message. Blythe claims that this makes the shows "unselfconscious and free" 49 . In a way, it's an anti-theatrical method, which denies the actors' creativity, but Blythe acknowledges that she is primarily concerned with authenticity: "I do not deny that actors are highly skilled at interpreting their lines, but the way the real person said them will always be more interesting" 50 . Like Anna Deavere Smith, she relies on vocal dexterity, extremely accurate reproduction of speech patterns, based on the premise that language is the basis of the character: "Actors would have done training in voice work […] they know about how to use their mouths to make sounds. […] As they copy the voice more precisely they have to put their faces into the shape that is actually how the person's face is, because in order to make that sound… they become them physically by becoming them vocally". 51 While many verbatim plays approach global issues or controversial topics in society (injustice, unemployment, war, terrorism, migration) , Blythe composes kaleidoscopic, polyphonic stories where the individuals of a community are involved. In Come out Eli (2003) a young man, pursued by the police, takes a hostage and closes themselves in an apartment. After 15 days the victim manages to escape and the attacker commits suicide. We can see how the lives of the locals change, how the tensions and divergences come to light, but also how an exceptional event makes extremely different people become supportive. offers a complex and surprising, sometimes comic, image of the daily lives of four prostitutes who provide services to older clients. London Road (2011) is also surprising, a verbatim musical composed of interviews with people from one street, after several prostitutes were killed in the area. Once again, in this play, Alecky Blythe manages to punctiliously investigate, throughout short frames, the heterogeneous image of a community facing a crisis, from which the regeneration process will start. In the fragmented dialogues and colloquial speech, she identified rhythms and sound patterns that gain expression and musical intensity. Critic Michael Billington considers that "this miraculously innovative show finds a new way of representing reality" 52 .
As we have seen, verbatim theatre appeals to the testimonies of individuals or groups, in order to evoke urgent topics and problems, relying on the force of the word, doubled by authenticity. It is a way through which theatre seeks to remain vital, bringing orality back to the foreground and seeking for a stylistic purification, in order to reach a language cleansed by media contamination. This may be one of the reasons why it has gained so much popularity, both among spectators and practitioners.
The DV8 company, led by the director and choreographer Lloyd Newson, is a good example in this regard. Founded in 1986, the company has always been in the avant-garde of physical theatre through nonconformist shows that approach uncomfortable topics. "I am not interested in making work that does not focus clearly on content. Content, rather than style, drives DV8's work" 53 , Newson says. Although at first sight, the association of physical theatre with verbatim may seem a paradox, in recent years DV8 productions inventively integrate text with their specific visual aesthetics. To Be Straight With You (2007) is a panorama of intolerance, prejudices and aggressive homophobia, in the form of a multimedia show that uses an interethnic distribution, verbatim text (spoken by actors, projected or audio), dance and movement, animations, film and images from archives. There are inserted 85 interviews, from victims or those who condemn homosexuality, representing the 85 countries in the world where same-gender relationships are incriminated. Can We Talk About This? (2011) investigates extremely sensitive topics, such as Islamic extremism, multiculturalism and the freedom of expression in Western society, through a visual-textual collage composed of sequences on different topics: Salman Rushdie and The Satanic Verses, the controversial newspaper cartoons of Muhammed, the murder of the filmmaker Theo Van Gogh, or racism in schools, inequality of chances for women and sexual minorities in Muslim countries. For the show John (2014), Newson interviewed more than 50 men on topics like sex and sexuality, so that in the end he chose a single story -that of John. Even though this time the testimony of a single voice is used, the show does not focus on a particular individual, but it is a study of social and sexual behaviours, a performance of masculinity. The choreographic versatility, together with the revolving stage, make up a dense show, where we can follow an extreme and chaotic existence: a childhood with an abusive father, the struggle for survival, the drug abuse and the years of detention for a violent crime that he does not remember having committed.
The term "verbatim" has become more flexible in recent years, having very often a confusing usage and tending to cover a wider range of theatrical productions. In some particular cases, "the label" verbatim seems to be just a marketing strategy. Dennis Kelly's play, Taking Care of Baby (2007), warns us from the very beginning that it is verbatim: "The following has been taken word for word from interviews and correspondence. Nothing has been added and everything is the subjects' own words, though some editing has taken place. Names have not been changed." 54 A mother, imprisoned for murdering her two children, is discharged because it has been proven that she suffers from an extremely rare syndrome. As the other characters appear in the play, both the crime and the medical problem are questioned. In the end we will not find out the real version, because the stories are always contradictory and each, in one way or another, seems to be intensely debated by the media. Eventually, everything is a perfectly orchestrated game where theatrical illusion proves its ability to create an almost perfect copy of "reality". In a world flooded with information, searching for the truth seems to be meaningless: "None of this is the truth, it's just people saying things […] it's all subjective, there's the truth and there's what people think is the truth and that depends on how you slant it." 55 The play is a parody of the conventions of verbatim theatre, a mockumentary, but it also contains a subversive message about how media and political confusion, and even theatre, influence the relationships between fictional, real and true. "The audience was divided between those who realised it was fiction and those who believed it to be literally true. Those that understood the play were further divided between those who thought that this fictionality made it more interesting and those who disagreed." 56
The diversity of styles and methods that verbatim theatre has catalyzed proves the vitality and flexibility of this dramatic device. Inherently, it remains under the lens of authenticity, of the fidelity to the sources from which it feeds, although the creator's honesty should be placed first. And this, because there always exists, in different proportions, a contribution of the author/authors in every step of the process: choosing the topic, the manner in which the interview is conducted and the answer is obtained, the editing of the material and, finally, the way it is played on the stage. Absolute objectivity cannot be achieved because of the limitations of 54 Kelly, Dennis, Taking Care of Baby, Oberon Books, London, 2012, p. 1. 55 Idem, p. 56. 56 Sierz, Aleks, Rewriting the Nation. British Theatre Today, London, Methuen, 2011, p. 68. the human memory. People tend to distort experiences, especially traumatic ones, which leads to contradictions between reality and memory. "Needless to say, the present has a history, but it only partially owns that history because as we contemplate the past we only partially signify it. The present can never fully articulate the entirety of the past" 57 . Verbatim theatre is the result of a process of filtering and reconstructing the contents of several individual or collective memories, from a geographical or cultural space. It is a form of manifestation of social memory, and this is a dynamic and interpretable structure. "Social memory is a continuous process of elaborating, storing and refreshing information, because this information is constantly updated, being transformed or cleaned by redundant load. Thus, only what is essential and has significance for the community is kept." 58 After all, authenticity, frequently invoked in the case of verbatim theatre, is secondary. Obviously, what we see on the stage is a construct and what is said has been carefully arranged and nuanced, rehearsed, to make sense and to carry a message. What is more important, I would say, is the relationship that the actors/performers establish with the community and the fact that they make the voices of the marginalized heard. Even if the testimonies will be inevitably distorted to some extent, what remains authentic is their experience. When the performance manages not to be didactic or merely illustrative, when it asks uncomfortable questions and provokes debate, verbatim theatre becomes an effective and absolutely necessary mirror of the realities around us. Verbatim theatre becomes a political act of commitment to the Other, of seeking the truth and the knowledge, of resistance through the word in a time when noise is more abundant than words. 57 Parr, Adrian, Deleuze and Memorial Culture. Desire, Singular Memory and the Politics of Trauma, Edinburgh University Press, 2008, p. 24. 58 Cariu, Constantin-Ovidiu, "Strategii și tehnici de reconstruire a memoriei sociale după evenimentele din 1989", in Revista română de sociologie, serie nouă, anul XXV, nr. 1-2, Bucureşti, 2014, p. 11, our translation.
